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tunes played by the orchestra. The choras was first introduced
for two reasons: the audience liked a dance, and the actors did not
forget that their original calling was that of mediums.

2. According to Ridgeway, the second stage of the drama was
reached when the 'true dramatic element borrowed from the Indian
historical plays of Rama, presented by the puppet players' had
entered Burmese drama. The weak points in this theory will be
apparent when the further history of the drama is considered in later
chapters. The 'true dramatic element* was already in the Nibhatkhin^
or at least in the interlude; the Indian Ramayana coming by way of
Siam did influence Burmese drama, but this was possible only because
there was already a native drama to absorb this foreign influence. Nor
were the Rama plays presented at first by puppet players. When the
translations and adaptations of the Siamese Ramayana were being
first presented at court, puppet plays were unknown. Ridgeway puts
forward some opinions regarding the Burmese puppet show also, but
they will be considered in Chapter VII.

3. According to Ridgeway, the third stage of Burmese drama
was reached when there appeared plays * based on the Indian models,
but finding their themes in the national history and mythology,
intermixed with Buddhistic elements, and performed by puppets and
living actors.* It is true that after the introduction of the Siamese
Rama play to the Burmese court, plays of the type described appeared,
but the plays were by no means modelled on the Rama play. The
Siamese play gave rise to a native court drama which influenced the
interlude and prepared the way for the first great Burmese dramatist,
U Kyin U. And the 'Buddhistic elements * which entered the drama
have a history of their own. All these points are considered in later
chapters.

On the nature and achievements of Burmese drama, Ridgeway
says: 'The Burmese drama has not remained crystallized as a piece
of religious ritual. On the contrary, it has made distinct steps
towards the true drama which Thepis in Greece and the forerunners
of Marlowe and Shakespeare in England detached from the sacred
shrines and lifted into a distinct artistic form. Yet it has not
advanced beyond the lyrical stage, consisting of dancing, singing and
instruments of music, the undulation of the vocal expression being
much more subtle and intense than the expression of features, whilst
gesture is restricted to the conventional gestures, of the dance. The
usual scene is the palace, its inmates the characters, and the drama